In vol a Voile, recalling the nightmares he had as a nervous child, Cendrars remembers: «I had often dreamt that I was being chased into dead ends*. The minute detail of the description that follows emphasizes the intensity of the memory and the traumatic experience of the dream: «Every other hundred yards a bracketed street-lamp cast a full light on the threatening railing hooks protecting the redans, a light that was reflected from the horrible glass shards festooning the tops of these impassable walls.* Transformed by anguish, the urban landscape becomes a confining universe: «I ran accompanied by all sorts of clicks and chatterings in my legs and often I was caught in a man-trap or tumbled into a hole. (1) The physical sensations show the panic-stricken fear of physical, sexual or simply symbolic mutilation.
This nightmare reveals in Cendrars a deep-seated claustrophobia, which his escape from Neuchatel seems to confirm. As the legend has it, locked in his room, condemned to bread and water like a prisoner in his cell, the adolescent was quick to flee, driven by an irresistible need for freedom.(2) Forty years later, the writer has not changed his mind: «A cage, even a golden cage, even if apparently made into a nest or a home, even a magical cage is not tolerable in the long run* (Le Lotissement du Ciel, 0.C., XII, p. 253).
Nothing better characterizes Cendrars's persona than this fear of being locked in, this horror of closed doors. He wants to be without restraint or hindrance: «I am free, independent, I do not belong to any country, any nation, any social group. I love the entire world.* (Moravagine, 0.C., IV p. 285). Traveler without a passport, citizen of the universe, he deliberately ignores borders. A vagabond with not fixed abode, he boasts of having more than twenty different addresses for the single year of 1913 Driven by the same need to know, he engages in the study of the starry sky. His gaze is often admiring, no doubt, but also questioning. In Le Lotissement du Ciel, en route to Morro Azul in the Brazilian jungle, he suddenly stops his car in order to better scrutinize «the blue expanses» crowded with «small cold suns.*(5) As Dr. Padroso Oswaldo never tires of saying, the description and scientific exploration of the heavens are less important than our interpretation of them. It is the meaning that one gives to one con- So the dream that Cendrars attributes to his childhood is never forgotten. Like a musician, he takes pleasure in multiplying the variations on a theme: the tightrope walker, the bird, the plane, the voyage in space, the stars, levitation. This long series of motifs ensures the permanence of the myth throughout the entire work, whether it be fictional or autobiographical, poetic or narrative. In fact, the myth appears in Inedits Secrets 1906, the first known texts, and recurs in the very last ones. Barely outlined or heavily underscored, it signifies the desire to escape, the wish to discover unknown lands and new horizons, but above all, the will to transcend one's own limits, the need for spiritual ascension. It is a dynamics of ascent as well as an ideology of the quest. With reference to one of the great mythical figures of the imaginary, one could describe Cendrars's behavior as an «Icarus complex.' Analyzed step by step, the adventure of Daedalus's son and the dream of Cendrars offer more than one striking analogy. To leave the labyrinth is to break free from the banality of daily existence, the imprisoning universe of reality, to flee the anguish of the human condition whose only escape is death. To create wings from a few feathers and a little wax, is to forget one's bodily existence in order to be open to spiritual life, to reach mystic transmutation. To climb toward the light and the sun is to yearn for the ineffable, via perfection, to achieve a mystical union.
III
The dream of flight and its numerous variations amply illustrate an Icarus Complex, one that reveals an unrestrained need for freedom, for escape, but also for both physical and metaphysical transcendance. Images and phantasms emphasize the constant presence throughout the work of this ascensional dynamism. As Mircea Eliade has stated: The symbolism of ascent always signifies bursting through a petrified, blocked situation, the breach of a stage which allows passage to another mode of being.*(6) Applied to Cendrars, this interpretation underscores the duality of the adventure. The alleged yearning for escape has in fact no other aim than the resolution of a metaphysical quest. At first intoxicated by his dream of flight, the writer soon becomes disillusioned and lays aside his adventurer's mask to uncover a more authentic need for contemplation.
Another series of motifs suggests a seemingly opposite orien- he hides himself,, which should have been a cradle to him, is too much like a tomb. The failure is bitter and emphasizes the futility of Cendrars's search. Moreover, many a refuge may only be temporary. The abandoned barn of 'La Pierre' in the Loiret (La Tour Eiffel Siderale) is a haven of peace and verdure, away from it all, from the war that is raging. The little cove of La Redonne (L 'Homme foudroye) lures him with its isolation, its difficulty of access, its semi-primitive nature. He admits being held in Aix-en-Provence «voluntarily confined for four years* (Le Lotissement du Ciel, 0.C., VI, p.266). Dan Yack searches the ends of the earth for his desert island, then returns to Europe only to live in an almost unreachable Alpine hut. Insularity is the most extreme method of seclusion. The house that Paquita has set up for the writer (L'Homme foudroye) creates these conditions at their very best. The house called La Cornue is both like an astrologer's house and an alchemist's laboratory, but Cendrars's private suite is designed (or imagined, dreamed, for the symbol is so obvious it cannot be simply by chance) as «a kind of huge cube without windows or doors, divided into small rectangular cells* (O. C., IX, p. 303). A fitting work place for the monastic life Cendrars so often wished to lead.
IV
Conscious of the duality of his aspirations and of the apparent contradiction, Cendrars, in an often used formula of systole and diastole, tries to provide a key to this paradox. (9) However, the alternation of opening and closing movements is less frequent than their synchronism. The writer wishes at the same time to leave and to stay, to open the doors to the sun and adventures and to keep them carefully closed, in protective darkness. The simultaneity of the two movements is illustrated by two exceptional motifs: that of the mobile cell or «shepherd's cabin*, and that of the fortified room or «Ali Baba's cave* and its immediate corollary, the library. In both cases the perfectly implemented fusion of the themes justifies the writer's exaltation.
Even as he is escaping for the first time, still entirely intoxicated by his recovered freedom, Cendrars's youth already expresses the need to remain shut in, to cut himself off from the world: «I didn't feel like stopping, getting off, or even getting anywhere. It felt wonderful to be in the trains, cradled in drowsiness or the din of the wheels. I didn't want to leave the stations* (Vol a Voile, 0.C., VI, p. 321). The train compartment becomes a cell, as does the cabin on the boat. At the time of his Atlantic crossings, the writer often dreams of never landing, never arriving. Immobile in a confined space, Cendrars is without wish or want, in the most extreme exaltation because the landscape passes before his eyes and the world offers itself to him. The train, the boat, and to a lesser degree, the car symbolize the ideal cell, because they are mobile, the ambulatory abode of which Vigny had already dreamed.
Yet Cendrars knows his greatest joys, not while on a trip, but deep in a hermetically sealed cellar, like the fortified room of Saint Petersburg (Le Lotissement du Ciel). Outside the revolution is raging, but inside time has stopped. Cendrars sorts his stones, appraises them, reads, and now and then, to amuse himself, replaces the star on the map of the heavens with diamonds. Exactly as if he were before a starry sky, Cendrars loses himself in contemplation. From that time on, the walls of his prison no longer exist. «I had fallen into the unreal, and I have never been as happy, and as overwhelmed as I was on that day* (0. C. , p. 265). The fantastic nature of the scene enhances Cendrars's feeling of exaltation, but the writer needs neither precious stones nor that «soft, warm intimate, discreet* and almost sensual light of the candles to experience such intoxication. A similar scene is related in Moganni Nameh. The character, sad and weary after wandering for a long time through the town, ends up at the Imperial Library where he becomes absorbed in reading the XIIth chapter of Marbode, Le Livre des Gemmes: «Hours pass by, unnoticed» (0. C. , IV, P. 48). The abolition of time, as in contemplation, accentuates the imaginary escape. Back to earth when the 
